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and Undoing Gender (Routledge, 2003) .
THE PHENOMENON OF "EMBEDDED REPORTING" SEEMED TO EMERGE WITH THE INVASION OF IRAQ IN MARCH 2003. IT IS DEFINED AS THE SIT
uation in which journalists agree to report only from the perspec tive established by military and governmental authorities. They traveled only on certain trucks, looked only at certain scenes, and relayed home only images and narratives of certain kinds of action. Embedded reporting implies that this mandated perspective would not itself become the topic of reporters who were offered access to the war on the condition that their gaze remained restricted to the established parameters of designated action. I want to suggest that embedded reporting has taken place in less explicit ways as well: one example is the agreement of the media not to show pictures of the war dead, our own or their own, on the grounds that that would be anti-American. Journalists and newspapers were denounced for showing coffins of the American war dead shrouded in flags. Such images should not be seen because they might arouse certain kinds of sentiments; the mandating of what could be seen?a concern with regulating content?was supplemented by control over the perspec tive from which the action and destruction of war could be seen.
Another implicit occurrence of embedded reporting is in the Abu
Ghraib photographs. The camera angle, the frame, the posed sub jects all suggest that those who took the photographs were actively involved in the perspective of the war, elaborating that perspective and even giving it further validity.
In her final book, Regarding the Pain of Others (2003) images is framed, and framed for a purpose, carrying that purpose within its frame and implement ing that purpose through the frame. If we take such a purpose to be interpretive, then it would appear that the photograph still inter prets the reality that it registers, and this dual function is preserved even when it works as evidence for another interpretation that takes place in written or verbal form. After all, the photograph does not merely refer to the acts of atrocity but also builds and confirms these acts for those who might name them as such.
Something of a persistent split takes place for Sontag between being affected and being able to think and understand; this difference is represented in the differing effects of pho tography and prose. She writes, "[S]entiment is more likely to crystallize around a photo graph than around a verbal slogan." Crys tallizing our sentiment, however, is not the same as affecting our capacity to judge and flect ... examine the rationalizations for mass suffering offered by established powers" (Re garding the Pain 117). In the increasing out rage and exasperation she expressed in her last book, in her articles on 9/11, and in her essay on Abu Ghraib, "Regarding the Tor ture of Others," one can sense the vacillation she undergoes?perhaps we all undergo?in the face of the photograph. At times her rage seems to be directed against the photograph not just for making her feel outrage but also for failing to show her how to transform that affect into effective political action. She allows that she has in the past turned against the photograph with moralistic denunciation be cause of its capacity to enrage without direct ing the rage. Her complaint is that it arouses our moral sentiments at the same time that it confirms our political paralysis.
In "Regarding the Torture of Others," though, she is aware that Rumsfeld turns against the photograph, as if the photo graph were a weapon of war turned against America, and there she clearly exonerates the photograph from fault: "The administration s initial response was to say that the president 
